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My work requires a lot of traveling and I
like that. I think it is important to go
there, to research in situ, to have personal
contact with the people and issues that I
am dealing with)
Alfredo Jaar, Artist
/ am interested in understanding the
processes which construct and produce
meaning directly affecting consciousness
and culture, be it by traditional/historic
means or by contemporary mediation of
information.
Even though I am interested in formal
issues, my main concern when working on
a piece is that the language used is
appropriate and is in tune with the concept
of the work.
It is not important to me that my work has
a consistent appearance or that it fits in
any predetermined category, it is important
to me that it can be understood as a
vehicle of my ideas and shows a
continuum of my interest, perceptions and
inquiry?'
Judite Dos Santos, Artist
ARTIST STATEMENT*
Six years ago my wife Angela and I accepted an assignment with the
Peace Corps in Morocco, North Africa. The objects comprising this
exhibition are an attempt to synthesize various elements of this cross
cultural experience as well as the subsequent period we spent in Central
Africa and South America.
Living and working within the developing world provides a way of
relating to issues of life and behavior different from what one normally
experiences in this country. Central to this relationship is the
understanding that a continued questioning of the presence and role of
western influence, including oneself, is essential. Maintaining some
semblance of a commitment to ideals formulated abroad while re-immersing
into North American culture is a great challenge.
I borrow from primitive artforms in creating this sculpture to
perpetuate my involvement and understanding of foreign cultures. I find
artifacts, rather than photographs, to be a more universally accepted form of
expression. My use of locally available materials serves to illustrate a
learned community development principle while suggesting the
implications of intra-global relationships.
Shaped by these cross cultural circumstances this artwork is my way
of acknowledging a heightened sensibility I describe as Conscious
Conscience.
*As it appeared in the exhibition
In the introduction to The Second Sex, Simone de Beauvoir re
establishes the definition and relationship between the Other and
consciousness:
The category of the Other is as primordial
as consciousness itself. In the most primitive
of societies, in the most ancient
mythologies, one finds the expression of a
duality that of the Self and the Other.
Otherness is a fundamental category of
human thought. Thus it is that no one group
ever sets itself up as the One without at once
setting up the Other over against itself.
But the other consciousness, the other ego,
sets up a reciprocal claim. The native
travelling abroad is shocked to find himself
in turn regarded as a
'stranger'
by the
natives of neighbouring countries?
My initial experiences outside the boundaries of American culture
reflect this relationship. I struggled with the delight of disorientation and the
confusion between cultures. During this early period I sought to understand
and embrace the differences between my Self and the Other which, at times,
was literally like confronting a brick wall. The sculpture feemaa (slides 02,
03) was my belated response.
The bricks which compose Jeemaa are created from a mixture of
clays and grass. I chose to utilize the most basic of materials in the hope that
I would re-connect on some level with the power of my experience in
Africa. Moreover, the process of fabricating the bricks one by one and
setting them in the sun to bake offered the opportunity to participate in a
simple universal experience of repetitive labor. I employed a manual press-
brickmaker which, coincidentally, was designed for Peace Corps Volunteers
working abroad. The texture, look and overall feel of a finished brick would
elicit an appreciation for the mundane, yet these simple bricks assembled
into a complete structure might touch upon the sublime. In addition to the
tower, a loudspeaker was included in the structure broadcasting the Muslim
call to prayer and other chants thus making the
"mosque"
complete.
In Arabic, feemaa means mosque or literally, Friday. Due to class and
facility scheduling in the ceramics department, the bricks were created on
successive Friday's the Muslim day of prayer. In creating the mosque I
wanted to reflect my struggle as a foreigner to assimilate the greatest
cultural influence upon the lives of Moroccans Islam. Conceptually I
intended to represent the power of Islam's order and the cloistered nature
of its experience. This is illustrated by one's inherent attraction to the
sculpture's solid form and our inability as foreigners to fully penetrate the
minimal nature of the tower and compelling chant. Hence, the disorientation
with an initial experience of Other. Metaphorically, these individual bricks
represent progress through daily activity, be that a search toward divine
connection, satisfaction through labor or the completion of a beautiful art
object.
FRAME OF REFERENCE
For three years I have participated in the art community associated
with RIT's Fine Art Photography Department and at times the College of
Fine and Applied Art. I worked to promote cultural consciousness in
coursework, reviews, informal art discourse and eventually my thesis. I
believe my interest in examining cultural boundaries motivated some
international classmates to work with similar concerns. The
acknowledgement that these culturally hybrid relationships not only exist
but are significant in our increasingly less culturally isolated world and that
my artwork speaks of this integration is my raison d'etre, as it were, for this
process.
In the international art exhibition Magicians of the Earth an artist
refers to the view originally proposed by Karl Popper:
The first world is the real world, the second
world is consciousness and the third world
is the world ofpossible
paradigms-^
The conception of Conscious Conscience stems from this second
world of consciousness. The enlightenment that comes from a global
perspective has inspired creative works for ages. Herman Hesse's
Siddartha and Joseph Campbell's A Hero's fourney are just two works that
chronicle this change. The structure of this tri-phase experience parallels
my process of artmaking. Initially there was this same first hand
experience the period in the developing world; followed by a period of
reflection characterized by greater cultural awareness; and thirdly the
subsequent desire to develop and present this new awareness via the
exhibition. My mixed media sculptures served as a possible paradigm, the
last phase, sharing the same premise of renewed awareness by juxtaposing
elements which examine the integration of cultures. I attempted to
perpetuate the experiences I had living abroad while offering socio
political comments within an art context. By doing so I hope to examine the
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heightened sense of Self and culture, as it relates to the Other, and the
necessity for cross cultural referencing in creating a foundation for richer
international understanding.
Going Native, an article which explores Gauguin's relationship to
primitivism discusses the same process of enlightenment through exposure
to the primitive or rather what I would prefer to call the Other.
Thus, the structural paradox on which
Gauguin's brand ofprimitivism depends is
that one leaves home to discover one's real
self the journey out, as writers such as
Conrad have insisted, is, in fact, always a
journey in; similarly, and from the
perspective of a more formally conceived
criticism, the artist "recognizes in the
primitive artifact that which was
immanent, but inchoate; the object from
"out
there"
enables the expression of what
is thought to be "in
there."
The experience
of the primitive or of the primitive artifact is
therefore and among other things, valued
as an aid to creation . .
Although this process and motivation may be similar to mine, the
resulting art objects and their contexts differ. I was experiencing and
researching the nature of these African ritual forms and the potential to
integrate them into a culturally collaborative experience. This is not an easy
task given the baggage of prior encounters and colonial attitudes. My
motivation to work in this fashion is perhaps idealistic. Nonetheless, the
reinforcement I received abroad, while being a part of these people's lives
and culture, affirmed my desire to continue. What I was taught by this
contact I attempt to recreate in part through Conscious Conscience.
The significance behind, for example, Mamatoto (slides 09, 10, 11) as
an African icon is just as crucial to the interpretation as are the formal
qualities presented. My intent was not to de-contextualize the form from its
indigenous meaning rather to re-contextualize it both in a Western and
contemporary African fashion.
The sculpture I refer to as Mamatoto, Swahili for mother and child,
serves to illustrate this idea through the specific use of Coca-Cola, an
American commodity having a presence and impact in literally every corner
of the world. Coke is the most recognized brand name world wide. Long
before I left for Africa my mother had limited my consumption of this
product, citing studies which revealed its ill-effects on one's health. Later,
while working with a health education team in Morocco, I began to
scrutinize Coke's status and nutritional value in remote villages where
health was precarious and basic non-local provisions such as meat and
vegetables were lacking. The irony which I intended to create through
Mamatoto originated from my understanding of the mother and child icon
in traditional African art. This icon idealizes the role and importance of
women as nature's nurturers sustainers of the race."
In a formal sense, I have crossed cultures by mixing high-impact
American product design within African motif. I have updated a
traditionally rounded form by flattening the icon literally into a sign. A
reference to the realization that Western product advertising has become
part of contemporary African urban landscape underlies the humor in it.
Contemporary African artists produce signs which serve both a commercial
and fine art purpose. Susan Vogel, the Executive Director of The Center for
African Art, in New York, and Curator of Africa Explores, 20th Century
African Art, has described this particular genre of art:
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Urban art, commonly called
"popular"
art,
is made by artists who make signs and
other commercial images for small
businesses . . . Their art must be extroverted
and must have an immediate impact, and
it should be engaging, amusing or
ornamental?
Mamatoto fits this contemporary genre formally by re-creating a
traditional form as a commercial sign having these attributes of impact and
humor. Secondly, I have alluded to its business context, though altered, by
suggesting the capitalist-centered relationship posed by a multi-national
corporation. As with other works, I have examined the socio-economic
relationships between cultures.
It is common knowledge that Picasso, inspired by African masks, used
the distorted nature of representation in traditional African forms to fuel
the development of his cubist style. He borrowed in a strictly formal sense
in part because he was lacking an experience with African cultures and
partly due to the nature of his objectives. His concerns emphasized a
focused intellectual desire to contribute to a new modernist way of seeing
associated with the advances in early 20th century technology. The
following quote refers to Picasso's use of these primitive forms.
It means that the contact with primitive art
is now directly through the objects
themselves, whose individual effects of
form and expression are studied apart
from any general ideas about the primitive
outside of its manifestation in art. Their
(The Cubists) intention, indeed, was to
limit themselves even within this field, and
to consider only the formal aspects of
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primitive work, disregarding not only its
particular iconographical significance, of
which they were entirely ignorant, but also
the more general emotional expression
and the effect induced by the form and
composition of the objects that they
knew.8
Late 20th century analysis questions the potentially exploitive nature
of this process. My sculpture The Stranger (05, 06, 07) is an example of the
issue of cross cultural integration in that it represents an African
perspective through this traditional form. The icon of The Stranger or
Outsider evolved from tribal communities experience of the Other and is
created by artists in a variety of forms from as many countries. The
Stranger, both the African icon and my interpretation, represents power
and is associated with change on both a conscious and unconscious level.9
In creating this icon the African is similarly capitalizing on the "journey in",
as it were, through experience of the Other.
Many Africans understand that
engagement, whether it be with Europeans,
Asians, or other Africans, can provoke the
transitions necessary to enhance their own
capabilities to invent culture. 10
My contemporary version of this form employs modern western
materials manipulated to illustrate the original notions of this African icon.
In essence, my icon, which integrates an African concept and Western
experience, suggests shortcomings of American perceptions of foreign
cultures which are typically developed, nurtured and filtered through
secondary experience. Various inferences
can be made through the
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examination of the elements of this object the glass head and lamp, the
yellow frame and colonial globe yet clearly this melange suggests as a
whole the heightened sense of Self and culture relating to the Other.
Perhaps this is the deep propriety bias
Bogumil Jewiewicki notes when he writes,
"the West resists appropriation from other
cultures; it has never agreed that cultural
exchange goes in both
directions."
Is this
because it does not want its own art tainted
by outside influences or the other way
around because it thinks African art is
rendered unauthentic by contact with the





This collection of mixed media sculpture is comprised of divergent
materials such as: rubber, plywood, photographs, tacks, discarded aluminum
Coke cans, Plexiglass, clay, computer parts, pvc pipe and Kodak film boxes.
This diversity can be addressed in two ways. First, my attempt to mix
various materials and objects into a physical form relates pragmatically to
the notion of cross cultural integration. Secondly, the utilization of Kodak
film boxes, Coca-Cola cans, latex caulk, photographs or the foam rubber
world globe in these primitive forms serves to create curious contexts
suggestive of intra-global relationships. As I was writing I came across this
statement by Lawrence Weiner, an artist represented in Magicians of the
Earth, which parallels my thinking.
The work that I'm showing in Paris deals
1 1
with one of the main things in these
cultures
putting different things in different
places. My whole focus is on Western
materials found on the jungle path, and on
bamboo, vines and shells found on a city
street. That's what it really comes down to
for me the understanding that these
materials don't have to be seen as
"exotic"
they are just what they are;
what's important is the intrusion of a given




Similarly, I attempt to provide for my audience this phenomenon by
introducing anomalous materials and objects into these borrowed African
artforms.
With each piece of sculpture I consciously sought and employed
materials to serve a specific purpose. For example, by fabricating a
traditional ceremonial spear, Spear/Shield (slides 13, 14, 15), from computer
parts and assorted high tech gear a dichotomy is developed which speaks of
the increasing gap between information based cultures and others still
largely supported by pre-industrial tasks and lifestyles. Moreover, this








exists and hasn't since the exportation of
the first bottle of Coca-Cola, the exhibitions
picturesque, neo-colonial vision still doesn't
consider the paramount issue of the Third
World, which is the conflict between
modernism and tradition. 13
Like the object, my interaction with these people is represented by
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contrasts and contradictions. On a pragmatic level, the photograph of the
young Zairian men was taken by a camera, a modern information gathering
device, and removed from their primitive context via all-terrain vehicle and
airplane. Further accentuating this high-tech context, the image was scanned
into a computer and laser printed. The end product, exhibited as a
contemporary cross cultural artifact, replaces in an evidentiary fashion the
traditional ceremonial spear given to me by a family during my stay in
Zaire.
Generally, there was a decided effort to utilize American consumer
materials available through building supply centers and commercial retailers
to accentuate my own culture. The seemingly inexhaustible resource of
processed and discarded materials available at the local level in this country
dramatically reduces, in contrast to the African perspective, the significance
that materiality plays in the role of artworks. In essence, I was exploiting
the notion of wealth and modernity, as played out by the abundance and
sterility of these materials through the creation of contexts atypical to
mainstream use. Moreover, it is increasingly difficult to find unproccessed
materials in our immediate environment. Even the most elemental material,
clay which I formed into bricks, comes labeled and packaged on a pallet,
ready for mixing. Rather than carving from wood brought out of the forest
I visualized the potential for an assemblage while perusing the aisles of the
local building supply center. This approach I found to be more
conceptually appropriate for my work becuase it mimicked fundamental
American consumer behavior. By this I mean that most Americans are
trained from an early age how to deal with choice something fundamental
in a wealthy, educated, free and capitalistic society. Americans are
formidable buyers having been nurtured on a diet of supermarkets, malls,
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catalogs, advertisements and the infinite products from around the world
refined to meet the demanding tastes of discriminating consumers. Strolling
down the aisles of a Hechinger or Chase Pitkin not only helped to fuel my
creative choices but afforded the opportunity to enjoy an American ritual
while ensuring that at least on a physical level, these art objects might allude
to our major obsession with material objects.
The ceremonial spear is composed of these processed materials
arranged in such a fashion as to acknowledge a thick American accent
while communicating via a traditional African artform. Again, the idea is to
reference cultural integration through materials and concept.
AESTHETICS/STYLE
I thought much about aesthetics as I worked through the process of
creating the objects for Conscious Conscience. My aim was to promote the
ideas and form of the work by utilizing aesthetic elements in a manner
which would not dominate the experience of viewing the piece. The style
of the work would suggest a labor intensive approach requiring only a
basic skill level. I wanted the work to look rough and have a loose feel to
it as if it had not been worked on again and again until it was polished to
perfection. Instead, in some cases, a random layering of materials forming a
facade of geometric pattern was employed to enhance impact. My concerns
focused on the desire to be more clever than accomplished, more
resourceful than refined revealing through simple accessible ways an
intriguing object.
Stylistically, I was drawn to mixed media because I felt the nature of
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juxtaposed media was exceptionally stimulating and evocative. I also
believed that sculpture was more universally accepted than photography. I
grew to like the participatory nature of sculpture and the element of
freedom available by mixing varieties of media. My use of media parallels
what happened with African art in this century:
As the tumultuous twentieth century
advanced, aesthetic intentions changed,
just as they did in other parts of the globe.
African art again with exceptions
became less definitive in its attitude, less
unified in its composition, and more
universally complex. Many works became
heterogeneous in manufacture and effect:
where earlier sculptures might have been
carved by a single piece of wood, new
works began to be made of miscellaneous
ersatz materials, often from disparate




There has been a similar trend inWestern art:
Fine-art media as well as found or
manufactured objects are no longer chosen
for their ability to be resistant to illusion, but
rather for their capacity for evocative
referenced
Creating a unique object with each successive piece allowed me to
deal with several issues brought to the surface by my experience. I based
aesthetic decisions regarding color, texture and form on a general
adaptation of both African and American styles. The interjection of dynamic
color, rough textures and
layers of repetitive geometric ornamentation in
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African ritual objects contrasted with the subtle hues, smooth surfaces and
neutral industrial feel associated with twentieth century American products.
This blend of opposing formal elements relates to the contrast of African
and Western style and iconography in my work which could be the basis
for a hybrid style. I have been inspired by Minimalist art, yet the motivation
for my work is different. The Minimalists were interested in prompting the
investigation of human self through the presentation of reduced form and
the physicality of modern material. The viewer's experience of such an
object can be treated as a "journey
out"
which triggers new awareness or a
"journey in". This notion parallels the belief in self-enlightenment through
one's confrontation with the Other in a cultural context. Similarly, I
attempted to employ this phenomenon in the realm of cultural
consciousness replacing physicality with culture/Other. In a recent article
Kathryn Hixson states:
The primacy of the physical presence of the
artwork in Minimalism was mirrored by the
wish to make the viewer, the subject, aware
of his/her own physicality in relation to the
specific object in the specific space.1"
I have borrowed from the Minimalists by employing industrial and
commonplace materials to further distance the viewer's thinking from
assumptions commonly associated with a fine art arena. Moreover,
Minimalists were interested in forcing the viewer to interact with art on a
level other than aesthetic beauty or simple representation.
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PROCESS
Although my pieces and the materials in them differed significantly
my methodology for creating them generally remained the same. As
mentioned earlier, all my objects share the same conceptual origin in that
they serve to perpetuate my commitment to the ideas formed and issues
raised by a cross cultural experience.
Specifically, each piece developed in my mind by consciously
attempting to address an issue. What triggered my creative thinking varied.
Ideas for the work sprung from the comparison of my current lifestyle and
community with that in Africa, the interpretation of the images I took
overseas as well as an investigation of African arts and cultures. I sought to
reflect attitudes relative to the integration of cultures as a human/art
experience rather than explore contemporary issues within an art context
solely as an intellectual exercise. An African artist is concerned, as I was,
with the issues of a community rather than personal expression.
I began to visualize forms frequently borrowed from primitive art and
minimal designs of which I had first-hand experience or which I
confronted through research. Rarely did the form of a piece arise through
unconscious mental or physical manipulation. Legitimate criticism of my
work at times focused on this shortcoming. Yet, as much as I tried to re
direct my energies to alleviate this I soon found I would return most
naturally to the directive process. In part, I believe this is due to the
conceptualization of Conscious Conscience in that it admittedly is about
taking a self-conscious stand.
Typically I would make sketches, and scale drawings as needed, but
rarely did the final product match the preliminary idea. The one exception
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is feemaa. Conceptually the minimal nature of its minimal form restricted
variation while, pragmatically, the press restricted the dimensions of the
bricks. In most cases however, once a form was loosely established,
materials that could sufficiently meet various technical requirements of
weight, strength, mailability, etc. were sought from local sources. More
importantly, these materials should suggest in this context something
beyond their purported functional and aesthetic characteristics. What these
materials were and how they were arranged and manipulated served to
suggest relationships that supported the initial concept.
My desire to experience the tedious nature of detailed handiwork
encouraged a laborious process of constructing the objects. Cutting, mixing,
tacking, and arranging balanced out the time I spent on conceptual
concerns. This phase of the process became meditative, thus allowing a
re-
connection with my initial African experience and adding a significant
therapeutic dimension to the overall creative experience.
The form of the piece Throne (16, 1 7, 18) originated from a desire to
conceptually fuse a local patriarchal figure like George Eastman with that of
an African tribal leader or king. What made it more interesting was the fact
that Eastman enjoyed safaris "in the
bush"
during the early part of the
century. Kodak products and advertisements are prolific on the African
continent, second in world brand name recognition to Coca-Cola. The shape
of the throne was a generic one, except for the back panel which borrowed
its design from the silhouetted form of the Kodak tower. Plywood was
chosen as the material for the throne because it is easy to use and readily
available. The facade of film boxes held on by furniture tacks contributed
to an African-styled aesthetic of ornamentation while providing the
laborious yet meditative handiwork I desired. Kodak film boxes, in the
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same fashion as the Coke cans, serve to acknowledge the presence of multi
national corporations while hinting at the irony and impact of tourism in
remote places.
Revision was integral to the whole process and most successful when
I distanced myself from the work. Working with members of the thesis
board, as a group and individually, provided critical ways of interpreting
the work which aided in revising and bringing the work closer to its final
exhibition form.
EXHIBITION/AUDIENCE
There were several considerations involved in the selection of the
exhibition site and subsequent arrangement of sculptures within that space.
I did not want the exhibit to be installed in the gallery available in the Photo
building on the main campus at RIT. Aside from the practical and aesthetic
limitations of that space I was bothered by its inaccessibility not only to
the general campus population but, more importantly, the greater Rochester
community. I created this work with a broad audience in mind and my
intention was to expose it to a cross-section of socioeconomic groups
living in the Rochester area.
The majority of sculptures were fabricated in a studio I rented in
downtown Rochester. My initial exhibition sight was located two blocks
from where I worked, in a vacant store accessible to foot traffic.
Unfortunately, the owner of the building backed out one month before the
scheduled opening. I eventually negotiated and secured the lobby space at
the RIT City Center on Main Street just a few blocks in the other direction
19
from my studio. This space afforded the visibility I was seeking and, at the
same time, placed the work in a strangely corporate context as suggested by
the large architectural forms: balconies, pillars, floor-to-ceiling windows
and planters filled with small trees and plants kept alive by Gro-lites.
Inside the spacious lobby the sculptures were arranged in front of
the windows, for high visibility, and among the pillars and planters of trees.
The architectural element of the work was reinforced by the large white
concrete pillars shooting skyward. Figurative selections standing under or
next to the trees added a dimension of irony. I purposely placed feemaa
furthest from the entrance so that one could hear the chant while viewing
the other work, unaware of its origin or its relationship to the exhibition.
The artist statement was placed on a pillar in the middle of the show, freeing
the audience to make initial associations on their own. Located at the
entrance to the exhibit, a glowing world globe and the title, Conscious
Conscience: Cross Cultural Art, were mounted on manufactured sheathing
board peculiarly reminiscent of thatched grass.
Just outside, passers-by could view these objects on display
throughout the day and into the night, when spotlights highlighted the
pseudo-primitive forms (slides 26, 29). A city bus stop and sidewalk
benches brought a diverse population to the scene, where I found people
examining and discussing the work. Signs invited people inside, but the
nature of the building did not facilitate this effort. In contrast, one evening a
seminar was held on the floor overlooking the exhibit in which a hundred
or so professionals were in attendance. The opening included friends and
colleagues from a variety of groups: RIT, the Eastman House, the U of R
Medical Center, and finally St. Bridget's Church and the 19th ward, both of
which are multi-ethnic in their make-up.
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CONCLUSION
I am a white, heterosexual American male who has, as this work
discloses, had the privilege of higher education. The relation of my
background to the nature of the artwork in Conscious Conscience has been
the topic of current debate. Being representative of the empowered group
and borrowing from a colonized culture places my attitudes toward this
culture under scrutiny. At the risk of oversimplification, I call my work
cross cultural to affirm my position regarding multi-ethnicity. My reason
for borrowing from what, in this country, would be considered a minority
genre is simply that this reflects what my experience the origin of the
artwork has been. I relate the process of creating these objects to my
attempt to live and work within another culture, sharing the language, the
customs and the environment. In effect, this work explores the potential for
a role as sympathizer/collaborator which, by its nature, suggests a
willingness to assimilate new attitudes. The decision to accept an invitation
to go to Africa, to experience life outside of my own cultural conforms,
was the first step in achieving this goal for me. My commitment to art as a
vehicle and context for these concerns seems most appropriate.
Humanity discovered early the necessity of art and its potential to
express ideas and nourish our development. From this was born the notion
of cultural identity. Today, historians from all fields pour over artifacts
from the past in an attempt to understand, define and chronicle the
progression of humanity to its current state. Having reached this period of
our collective history, I believe we are in a position to participate in a
movement of integrating those characteristics that separate cultures share.
Multiculturalism purports to recognize and promote the significance of
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differences in ethnicity, gender, sexual preference and more. I understand
that certain rights and freedoms will and should arise only by and through
members of these groups. I acknowledge and support this position.
However, as a sympathizer, I also believe in the need to promote cross
culturalism, intra-globalism or whatever else one calls the attempt to invent
new culture.
With the majority of the experience of creating this artwork a few
months removed, I find myself trying to bring some closure to the process.
There are still many questions about this relationship for which I have no
answer. I continue to struggle with the desire to work creatively and with
the role in which artmaking will play in my life. I believe my work
demonstrates a commitment to actively promoting cross cultural experience
as a means to greater intra-global awareness. How significantly the artwork
contributes to this goal is admittedly difficult to measure.
A few of the objects share space on the porch of my home while
others clutter the garage. Mamatoto has been sold. Aside from the memory
of conceiving, creating and exhibiting the work what remains is a
photographic representation in the form of color transparencies. These
images and others have been assimilated into a brief history to be presented




Excerpts from Exhibition Comment Book:
Not being part ofAmerican culture, but living here for over a
yearthe
show struck a chord within me - living in another culture. Thank you.
Matt Hoffman
Some of these pieces seem to work better than others none the less your
use of material is highly welcomed and speaks of idea rather than
physical preservation. I really like the brick piece because of its structural
simplicity and concentration of the idea and material.
Paul Barton
/ particularly enjoyed the space you created/selected. Things occupy the
space with and create their own space or "Aura ". I like the windows with
Rochester busily passing by while this space remains somewhat
hidden/ambivalent to the world outside.
Tom Moore
How can the eye see what the heart knows. Would the art you share with
us be the same as the art you share with them? Do cultures cross, do they
clash, do they change, do they grow, do they live, do they become one?
And I told everyone you were a photographer.
Steve Easley
The brick minaret is still my favorite. It's sheer simplicity and elegance of
execution really speaks to me of the mating of
two modes the clean
metallic fragment of technology which mechanically reproduces what
was once a human call to prayer with a form of building which dates
back millennia. It points out the separation which this technology brings,
the disembodiment, the alienation which is the worst aspect of western
influence, the creeping ofautomation . . .
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I hope my focus; nay, obsession with elegant, crafted statements is not too
obvious here. But hey, I am what I am. That is my chiefgripe about some
of these, that the craft hovers somewhere inbetween neither sufficiently
handcrafted nor manufactured. I love the throne of the great yellow
father. Makes me think of some aboriginal tube living here long after some
great collapse. A very nice synthesis of otherworld eyes and local reality.
Besides humor is a necessity.
The illuminated head (an object which I love, and shall probably steal-
not physically but psychically -for something in my own work) was not lit
when I was here, but I hope it burned very dimly as one's insight would be
from looking through a small frame at a colonial globe . . . The water
bearing totem is just an object to me. A very nice one, but not really
anything beyond itself.
Your thinking is clear, your ideas strong. The media you choose is very
appropriate to what you seek to communicate. Keep at it. Leave town.
You are through here. Thesis hell is over. Now you can start on the real
work. You got what it takes.
Tom Enesey
NOTE: I recently visited The Center for African Art in New York where I
experienced the exhibition Africa Explores and met informally with Tom
Wilson the Deputy Director. Having shared some common thoughts and
experiences of Africa, specifically Kenya, we viewed and discussed the
color transparencies of the pieces presented in this thesis. He seemed
impressed by the integrated nature of the work and the parallels which
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06 Mamatoto, Detail B
07 The Stranger
08 The Stranger, Detail A
09 The Stranger, Detail B
10 Spear/Shield
11 Spear/Shield, Detail A
12 Spear/Shield, Detail B
13 Throne
14 Throne Detail A
15 Throne, Detail B
16 Untitled #1
17 Untitled #1, Detail A
18 Untitled #1, Detail B
19 Untitled #2
20 Untitled #2, Detail
21 Untitled #3
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